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Epigraph 5
Chapter One: A Pacifist Nation 6 and now under conditions that seem unpropitious. But perhaps neither gain nor loss.
For us there is only the trying.
-
T.S. Eliot, East Coker, 1940
Chapter One: A Pacifist Nation
The horrific casualties of the Great War left Britain stunned and dismayed. The reality of nearly a million deaths (estimates vary from 700,000 to 900,000) seemed more than the nation could handle. Although Britain had ranked third in Allied casualties, behind Russia and France, she, even more than her co-combatants was severely scarred by the number of dead, wounded, and missing. The war marked the beginning of the end of the Edwardian privileged classes and the genesis of a national democratisation and social change and disruption, culminating in the General Strike of 1926. Her casualties had to a large extent vitiated the officer classes, and hence, the aristocracy. In peace time, many survivors were unable to work either from their injuries, or the lack of available positions; the awe with which the working class had traditionally regarded the aristocracy was gone;
and commerce was severely disordered by the transition from a war footing to a peacetime economy. Britain lost a generation of capable, well educated industrial managers and civil servants, class relations were irrevocably changed, and her class fallen into a steady decline. As the decade of the twenties wore on, this malaise was transformed into very strong support for the Peace movement, which was at its strongest in Britain. Initially, the British public was very curious about the war. The German merchant submarine Deutschland was placed on display in London with the Q-ship HMS Suffolk County, and later towed from port to port where it could be visited for ten pence. With declining interest, it was sold for scrap at the end of 1921. 2 British
Instructional Films produced a series of filmed reconstructions of important military encounters -Armageddon (1923) , Zeebrugge (1924) , Mons (1926) , Battles of the Coronel and Falkland Islands (1926) and Ypres (1927) .
These were augmented by New Era's dramatisations of The Somme (1927) and Q-Ships (1928) , which exhibited a lesser documentary and more sensationalistic quality.
Public interest in this type of film seemed to be waning however, possibly as a result of the publications which Paul Doerr discusses in British Foreign Policy: 1919 In the late 1920's and early 1930's the British reading market had been flooded with a number of memoirs from first world war veterans, many of which made clear the absolute horror of war in the trenches. Edmund Blunden' As he notes, these books contributed to the public's disenchantment with war and militarism, making rearmament a difficult programme to pursue, which Prime Minister Stanley Baldwin acknowledged in his "appalling frankness" speech of November 12, 1936:
I put before the whole House my own views with an appalling frankness. From 1933, I and my friends were all very worried about what was happening in Europe. You will remember at that time the Disarmament Conference was sitting in Geneva. You will remember at that time there was probably a stronger pacifist feeling running through the country than at any time since the War. I am speaking of 1933 and 1934. You will remember the election at Fulham in the autumn of 1933...That was the feeling of the country in 1933. My position as a leader of a great party was not altogether a comfortable one. I asked myself what chance was there...within the next year or two of that feeling being so changed that the country would give a mandate for rearmament? Supposing I had gone to the country and said that Germany was rearming and we must rearm, does anybody think that this pacific democracy would have rallied to that cry at that moment! I cannot think of anything that would have made the loss of the election from my point of view more certain...We got from the country -with a large majority -a mandate for doing a thing that no one, twelve months before, would have believed possible.
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The peace movement found the national feelings of malaise and dissatisfaction a fertile ground for their proselytizing. Membership in peace organisations such as the League of Nations Union which numbered over a million members, and the Peace Pledge Union registered 100,000 between 1934 and 1936. Yet the movement was as Cecelia Lynch describes it was far from monolithic:
Peace movements incorporated analytically complex social and political components, motives and goals. Their ideology can be characterized as liberal in the sense of encompassing pluralistic debate over issues of militarism, international law, the content of peace, the causes of war, economic exploitation and inequalities, capitalism, and the causes of human suffering. 
Chapter Two: Unilateral Disarmament
While the peace movement's opposition to armaments of any sort would, on the surface, appear to place it in opposition to the government, His Majesty's government in fact used this opposition to limit funding of the Army, Navy, Air Corps and Intelligence services. The simple reality was that the Great War had nearly bankrupted the country, the Americans were pressing for repayment of war debts due them, and Britain's own debtors were loath to repay their loans.
The first world war heralded the end of European dominance as the true victors in the predominantly European war were America and Japan: two non-European powers. The European victors were bled white and suffered a Pyrrhic victory from which none of them ever really recovered. While this fact was not evident at the war's end, it was clear that the forthcoming settlement must far exceed in geographic scope and complexity the other periodic realignments of the power balance, the 1648 Treaty of Westphalia and the 1845 Final Act of Vienna to which it is often compared. Nobody doubted the magnitude of the task but nobody was properly prepared to undertake it.
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Following agreement with the United States in November, 1922, Britain made payments of £32,800,000 per year on its £850,000,000 debt from 1923 to 1931. During that year, American President Herbert Hoover proposed a one year moratorium on all war debt repayments. Once stopped, no agreement was ever reached on modification to the original terms, and repayments were never restarted.
The governments of Stanley Baldwin and Ramsay MacDonald, therefore kept military expenditures at an absurdly low level, hoping for no new conflict that would require them to increase funding to the armed services. As "Cato" noted in the wildly popular Guilty Men, a 1940 recrimination of inter-war politicians and policies, "The MacDonald government was pre-eminent in its practical incapacity to do anything." 9 This posture was further supported and reinforced by the number of diplomatic initiatives and peace and arms reduction conferences held during 1920-1935. The result of this policy was that the country was soon entirely unprepared for war, at a time when Germany was re-equipping itself and establishing its bona fides as Britain's greatest opponent. Winston Churchill remarked on the military policy initiated for economic reasons:
It had been decided by the War Cabinet in 1919 that as part of the economy campaign the service departments should frame their estimates on the assumption that "the British Empire will not be engaged in any great war during the next ten years and that no expeditionary force will be required." In 1924, when I became chancellor of the exchequer, I asked the committee of imperial defense to review this rule; but no recommendations were made for altering it. In 1927, the War Office suggest-ed that the 1919 decision should be extended for the Army only to cover ten years "from the present date." (1930, and 1935) ; the Geneva Disarmament Conference (1932) (1933) (1934) . John F. Kennedy summarised the situation:
...the Englishman had to be taught the need for armaments; his natural instincts were strongly against them. Internally, armaments were a menace to his economic security, as they must be paid for out of higher taxes; externally, they were a menace to his conception of a peaceful world order based on the League of Nations.
In our study of the conversion of Britain from a disarmament psychology to one of rearmament, we will see how Hitler gradually came to be considered a greater menace than larger taxes or an unbalanced budget, and how the average Englishman began to lose faith in Britain's security based on collective guarantees. He was also to become one of the foremost intelligence officers during the coming war. For the present , however, he began to construct a shadow intelligence network using the film industry for cover. This, he named the Z organisation. As the decade progressed, connections were made with other businessmen -Guy Nicholas …his willingness to become involved with SIS also owed much to Dansey's success,chiefly through his wide range of business contacts, in helping raise the finance for London Film Productions at a critical stage in Korda's career. It has been claimed that some of SIS's own exiguous funds were also directly invested in what proved to be a highly profitable enterprise.
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He started by winning a small contract from Paramount (he had worked for them previously at their Joinville Studios near Paris) for a couple of "quota quickies", then began building up a stable of ensemble players.
His first major project was The Private Life of Henry VIII, a film which his nephew, Michael Korda insists in
Charmed Lives, was a gamble of grand proportion. In fact, however, Korda knew exactly what he was doing.
Production expense was carefully calculated, to produce a film which could effectively penetrate the world, and especially American, market. While the production cost of £59,000 was substantial, it was not excessive, and the themes of patriotism, and of combatting a foreign threat are clearly revealed and constitute a subtle hint of the involvement of the SIS. In fact, much of Korda's British work is often concerned with the glorification of the Empire, and her heroes, thus the Scarlet Pimpernel (1934), Sanders of the River(1935) In 1936, at the height of the Partition debate, Churchill met Eugen Spier, a German-Jewish refugee from Nazism who was living in Britain. Churchill was looking for some means to make the Nazi danger more widely known to the public, with the help of leaders in all walks of public life. Spier later recalled how 19 May 1936 'saw the first luncheon of a new group, later called the Focus, aimed at bringing together representatives of all Parties and groups opposed to Nazism.' 17 1936 was a year of change, as Britain prepared to face the growing menace which Germany placed on offer.
Churchill's strident voice began to be heard and, as a result, re-armament began, whilst London Film Productions and Gaumont British released a continuing series of films which endorsed patriotism and loyalty to the Empire, and revealed the threat from a foreign, often unnamed power. Gradually, even grudgingly, Britain came to accept the inevitability of war, and the need for preparation. Politically, appeasement and faith in the League of Nations were not yet dead, but their days were numbered, especially after Munich. Dansey's work with Korda and the Z organisation showed its value and became especially important after the Venlo incident on November 9, 1939, when MI-6's existing intelligence networks were rolled up and extinguished by Brigadier General Reinhard Heydrich's SS intelligence service -the SD. Osmond Borradaile shot reels of film of elephants and also discovered Sabu, a young boy who was raised to international stardom by Elephant boy and a number of succeeding films. Over the course of a year, Flaherty shot 300,000 feet off ilm, and overspent the £30,000 budget by £60,000. Most of the footage was never used.
The Drum returns to the more military subject matter, which Korda favoured. Natives plot to overthrow the British, killing one of their allies and spreading rebellion on the Northwest Frontier. The film tends to demonstrate the inherent intransigence and untrustworthiness of inferior peoples. Jews were banned from all cultural and entertainment activities (literature, art, film and theatre).
Apart from regulating the financing of films, one of the main purposes of the establishing of the Reichsfilmkamer was the removal of Jews and other entartete künstler (degenerate artists) from German cultural life, since only racial 'pure' could become members. Whoever wished to participate in any aspect of film production was forced to become a member of the RFK. Goebbels, however, was given the power to issue exemptions to these conditions.
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Jewish artists and technicians realised that more trouble lay ahead and began an exodus out of the country ly about a powerful ghetto businessman who believes himself to be a Jew. Suss' ruthless business practices result in the betrayal of an innocent girl, for which he is arrested and sentenced to be hanged under the anti-Jewish laws of the 18th century. While he waits to be executed, Süss discovers he is not Jewish. Rather than turn his back on the people of the ghetto with whom he had grown up, Süss courageously refuses to declare his "Aryan" status, even though it means he will die on the gallows. The Feuchtwangler's book was designed in roundabout fashion to strike a blow against anti-Semitism.
In his autobiography Michael Balcon Presents...A Lifetime of Films Balcon describes the appalling difficulty they experienced with the German government's sequestration of their star player:
A more important consequence of I Was a Spy was our decision to offer a term contract to Conrad Veidt. He had recently married a most charming Jewish woman, Lily, and apart from the opportunity of working in London, he obviously felt that his wife would be happier outside Germany, with its growing anti-Semitism. Before he started work on his first film under the the new contract, Connie was committed to making a film in Germany, so he returned there, leaving Lily in England; they had taken a house in Hampstead. We had announced that he was to play the title role in Jew Süss. Lily was by this time a close friend of my wife and myself and we were all much concerned over guarded implications in Connie's letters that all was not well.
He did not report in London on the contract date, which was some time in advance of the production date, and there followed a curiously formal letter from him, enclosing a doctor's certificate that he was not well enough to work. After more correspondence we were convinced that pressure was being brought to bear on him not to play in Jew Süss, a work which was anathema to the German government not only for its subject matter, but because the author, Leon Feuchtwanger, was one of the early German Jews to express his contempt for the Nazi regime.
I consulted my lawyer and he suggested the name of a distinguished London doctor, whom he knew well, who was willing to travel to Germany and examine Conrad Veidt. After a great deal of difficulty this was arranged. The doctor declared that Conrad Veidt was fit to work and the German authorities, apparently unwilling to create a minor incident allowed him to travel to England. Our suspicions were immediately conformed by him, and he was never to return to Germany again. Italy or Japan, or any films which dealt with contemporary anti-Jewish prejudice and abuse.
In The Hidden Cinema -British Film Censorship in Action 1913 -1975 , James Robertson clarifies some of the reasoning behind these extremely reactionary positions of the board:
Censorship for adults is, in whatever guise, always at rock bottom a device to perpetuate the political and social status quo, and it is surely no accident that as soon as a communication medium has threatened to extend ideas and awareness to the lower stratum of British society, governments and parliament have taken measures to safeguard their decision-making hegemony between general elections.
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Although newsreels were supposed to be exempt from BBFC approval, all of the major newsreel produc- If anti-Semitism occupied pride of place in implicit film attempts to warn against Nazism before 1935, the international dangers from a revived Germany under Hitler's thumb were by no means neglected. In this respect the film companies preferred to tackle the BBFC by stealth rather than head-on clashes.
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Rachel Low, writing in Film Making in 1930's Britain, well characterised the prevailing attitudes of the BBFC with which the production companies had to deal,and it is worth reviewing her comments:
Perhaps more harmful than prudishness and religious taboos were the politics of members of the Board and their diligence in detecting subversion. They never questioned the social and political assumptions of the extreme right wing, which apparently seemed to them normal, neutral, desirable and non-controversial. In this they certainly did not reflect public opinion for although the Conservatives won the 1935 election, Labour had 8,235,491 votes to their 10,496,300, or nearly 45 per cent of their combined total, and their was in addition a strong Liberal Party. The prohibition of any serious treatment of social or political questions, the extraordinary lengths to which they would go to protect established authority of any sort not merely from attack but from disrespect, assumed that the status quo was perfect. Their attitudes to the Soviet films and the two anti-Nazi films are significant, with their acceptance that films from a socialist country were highly dangerous and that Nazi Germany was a friend of Britain. With an unofficial censorship so devoted to authority in all its forms, there was little need for government participation, and throughout the decade the Home Secretaries gave the same dusty answer to concerned MPs and pressure groups. Film censorship was not their business. But, deplorable as the negative and reactionary influence of the Board was, an official censor pursuing an active political policy might well have been worse.
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As 1933 faded into 1934 both Germany and Japan had resigned from the League of Nations, and Gaumont, especially, adopted a subtler approach to the political and social questions which vexed both world Jewry and Winston Churchill. 
Chapter Six: A More Measured Reply
The situation at Gaumont British, whilst encompassing and effected by many of the same influences as London Film Productions', developed in a somewhat different and independent manner. Gaumont's efforts formed a much smaller percentage of total production than that of London Film. Gaumont produced a substantially larger catalogue of titles, reflecting its place as the largest of the inter war film producers. Its connexions to government were of a greater subtlety which also characterised its propagandistic undertakings, especially after 1934.
But Gaumont-British, the biggest film company and the one for which Balcon worked, was so close to the government -and, indeed, in 1935 Isidore Ostrer, the company's chairman, made a secret agreement with the government to place his entire organization at its disposal. The fact that the scripts of the Gaumont British Imperial epics were all vetted and passed by the BBFC, and that the Korda epics were produced with the full coöperation of the Army and the colonial authorities in India, Nigeria and the Sudan, confirms that the government was happy with the Imperial image that was being projected.
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Film was accepted as a medium for effecting change in opinion by the British government, taking perhaps a back seat only to Germany and the Soviet Union in the appreciation of its power and potentialities. As John Grierson wrote in Sight and Sound (Winter 1933-34) :
I look on cinema as a pulpit, and use it as a propagandist; and this I put unashamedly because, in the still unshaven philosophies of cinema, broad distinctions are necessary. Art is one matter, and the wise, as I suggest, had better seek it where there is elbow room for its creation; entertainment is another matter; education, in so far as it concerns the classroom pedagogue, another. Propaganda another; and cinema is to be conceived as a medium, like writing capable of many forms and functions. A professional propagandist may well be especially interested in it. It gives generous access to the public. It is capable of direct description, simple analysis, and commanding conclusion, and may, by its tempo'd and imagistic powers, be made easily persuasive. It lends itself to rhetoric, for no form of description can add nobility to a simple observation so readily as a camera set low, or a sequence cut to a time-beat. But principally, there is this thought that a single say-so can be repeated a thousand times a night to a million eyes, and, if it is good enough to live, to millions of eyes. That seven-leagued fact opens a new perspective, a new hope, to public persuasion.
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Grierson was heavily influenced by Russian directors and theorists, especially Eisenstein and Pudovkin. As he relates, in his work at the Empire Marketing board, the film unit viewed documentaries from all over the world, especially the work of the Russians, and its film unit became a unique type of film school, analogous to the VGIK in Moscow. Following the declaration of war, most documentary film units were converted to the production of war propaganda, with surprising speed.
The Ostrer brothers, like Alexander Korda, appreciated the dangers of Fascism and Anti-semitism. While Korda had experienced this at first hand in 1919, the Ostrers' father, Nathan, had fled Russia to escape the Jewish persecutions of the 1870's there. Both hired refugees from the German film industry in the wake of the Nazi takeover, and both were patriotic supporters of an Imperial Britain.
Michael Balcon, Gaumont's chief of production from 1931-1936, even produced an Imperial trilogy, comparable to Korda's own imperial trilogy (or quadrilogy, depending upon the critic), consisting of Rhodes of Africa (1936) , The Great Barrier (1936) and King Solomon 's Mines (1937) . Beyond these, there is even a "lost"' epic, Geoffrey Barkas' Soldiers Three (1936) which was never completed. Jeffrey Richards has commented that the Balcon films portrayed an earlier period than that which Korda favoured for his films. Rhodes of Africa and King Solomon's Mines, as well as The Great Barrier are set approximately fifteen years before the time of Korda's films.
Both Balcon and Hitchcock were close friends of Korda, so they would have been familiar with both his projects and his intentions. Although he might not have favoured them with the details of his relations with MI-6, he would have had no problem talking with them about his support for Churchill's warnings of danger from Nazi Germany and the need to rearm. These were, after all, widely reported in the press, especially in his friend Lord Beaverbrook's Daily Express. These also would have resonated with Balcon's Imperial sagas, and with the small number of ant-German films, based on World War I historical confrontations, as I was a Spy (1934) and Brown on Resolution (1935) . These resemble closely and anticipate the later Korda films Dark Journey (1936) and The Spy in Black (1939). Balcon's work at Gaumont British encountered only one serious obstacle, the hateful obstructionism of C. M. Woolf, who detested Hitchcock's work and with Balcon absent in America on business in 1935, tried to destroy The Man Who Knew Too Much, even to the point of offering it as a second feature when distributed and proposing to reshoot it with another director. Even with second billing, the film was immesnsely popular, and Woolf was forced to concede the battle, never to attempt such behaviours again. The films of Alfred Hitchcock created the greatest interest, however, and constituted a series of espionage thrillers and extended character studies which established a level of efficacy and artistic merit challenged only by Leni Riefenstahl's Triumph des Willens (1934) and Olympia (1936).
Chapter Seven: The Hitchcockian Canon
Hitchcock was Balcon's special protégé. It was he who had first hired him as art director, and who had given him his first opportunities to direct, and later to direct his first complete film at Gainsborough Films. North by Northwest (1959) and the Cold War films Torn Curtain (1966) and Topaz (1969 Rather than concentrating on supporting American democracy, Hitchcock's prime purpose was unmasking Nazi tyranny and facilitating its defeat.
The structure of the Hitchcock film often derives from the espionage quartet of the 1930's, which themselves
were an elaboration of his exploratory work with the railway thriller genre in Number Seventeen (1931). Is there concrete evidence in support of the existence of this informal collaboration? There is very little.
In point of fact, it is sometimes the absence of evidence that seems most impressive and persuasive. Col.
Dansey died, leaving no memoirs. This is unsurprising for two reasons -as an intelligence officers, he preferred, and was most effective, working behind the scenes. Further, an unfortunate incident when he was sixteen in which his mail was intercepted left him with a notorious lifelong aversion to setting anything down on paper. He had written a revealing note to an older boy, and his father was furious, ultimately exiling him to South Africa.
Korda also failed to leave an autobiography, and remained silent about his work with Dansey. Korda, was eventually to receive a knighthood through Churchill for war service,as mentioned in his nephew Michael's reminiscences Charmed Lives.
Hitchcock also left no written memoir, and was notably reticent about his private life. the war. He provides a great deal of background information, but only this curious afterthought on his time at the Lime Grove studios:
My final thought on this part of my life is one that has nagged at me for a long time. I realise that the preceding chapters of this personal story have been played against a shadowy background of world events -some world shattering. Alongside them, the then important seeming struggle and internal conflicts for the control of Gaumont British, ending with the disappearance of the Ostrer regime and the rise of the Rank empire, were relatively trivial. Those were, for example, the days of Mussolini's Abyssinian War,the Civil War in Spain, with all its implications for the future, and now that events can be seen in their historical perspective, one cannot escape the conclusion that in our own work we could have been more profitably engaged. Hardly a single film of the period reflects the agony of those times.
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But these wistful regrets fail to take into consideration the blocking effect of the British Board of Film Censors. Balcon dreams of actions that were simply not possible in those times. His comments, however, link his spirit to the activist undertakings of Hitchcock, and suggest perhaps, that the Ostrer brothers may have had some small rôle also.
The Osterer brothers came from a poor district in East London, and built an investment banking business.
Isidore, the eldest, was a close friend of of Lord Beaverbrook, Churchill's confidant. He was known for his industry changed public opinion, it was unintentional. They made films to entertain and make a profit," 39 and while the latter half is probably correct, there has been sufficient research to suggest that changing public opinion was very far from being unintentional. It seems highly plausible, especially in view of their policy of hiring film professionals fleeing from the Nazis, which echoed the actions of Korda himself, that the brothers were aware of Balcon and Hitchcock's undertakings, and allowed them to continue with their tacit approval, if not their active involvement. stories, if they would add to his stature as master politician and statesmen.
It should also be remembered, in fairness to all participants, that discussion and description of their activities could well have been -by the Official Secrets Act which would bind them to silence.
